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PROGRAM 
Short Ride in a Fast Machine 
Four Sea Interludes, from Peter Grimes, Op. 33a 
Dawn 
Sunday Morning 
Moonlight 
Storm 
-Intermission-
Symphony No. 1 in C Minor, Op. 68 
Un poco sostenuto; Allegro 
Andante sostenuto 
Un poco Allegretto e grazioso 
John Adanis 
(b. l 
Benjamin Britten 
(1913-1976) 
Johannes Brahms 
( 1833-1897) 
Finale: Adagio; Pili andante; Allegro non troppo, ma con brio 
PROGRAM NOTES 
John Adams 
Short Ride in a Fast Machine 
Among the minimalist composers with whom he is frequently grouped, 
John Adams is somewhat unique. Adams has used the apparatus of minimalism--
conceived as an antithesis to the atonal modernism of the post-war generation, and 
distinguished by repetitive, stagnant harmony and gradual temporal transformation 
of rhythm and pitch-as a means to restore much of the emotionally expressive 
capabilities of tonal music without resorting to the hackneyed aspects of 
Romanticism. His willingness to indulge in more adventurous melody, less rigid 
harmonic practice, and more complex formal schemes has set him apart from other 
minimalists, and perhaps rendered him more popular with contemporary audiences; 
Adams 's works are among the most frequently performed of all living composers. 
A native of Worcester, Mass., Adams has become primarily known for his 
st« mpositions. The opera Nixon in China brought him to national attention; 
however, other stage works have not been quite as successful. His 1991 opera The 
Death of Klinghojfer, which told the true story of the hijacking of an Italian cruise 
ship, was picketed and not performed after 1992. A third opera, I Was Looking at 
the Ceiling and Then I Saw the Sky of 1995, is a "rock-opera," calling for an eight-
piece rock band. In general, Adams 's compositions display a remarkable versatility. 
The wit of pieces like Grand Pianola Music and Fearful Symmetries demonstrates 
the influence of composers like Charles Ives; more serious pieces such as The 
Wound-Dresser, on a poem of Walt Whitman, display great sensitivity and depth of 
spirituality. An adventurous composer with a good sense of humor (puns frequently 
appear in titles of his works), Adams certainly is not tied to any one compositional 
' ideology. 
Short Ride in a Fast Machine was written in 1986 for the Pittsburgh 
Symphony Orchestra, in celebration of the opening of the Great Woods Summer 
F estival. Using machines as an inspiration for composition seems apt for the 
minimalist aesthetic; automation has a plodding quality that would seem to be 
source material for many of the aural sensations in minimalist music. Indeed, there 
is much that is strictly minimalist in the work. Gradual rhythmic transformation 
colors Short Ride, and the audience member who tries to latch onto the tempo as 
established by the four opening metronomic clicks will find it somewhat difficult, as 
the beat is obscured by the activities of the orchestra. A feeling of harmonic stasis is 
in effect through most of the work. Ultimately, though, the music departs from these 
characteristics, as the brass section begins to seek more expressive melodic lines, 
temporarily transforming the energy of the piece, but not diminishing it. The 
irrefutably joyous forward push of the music is sustained throughout, making Short 
Ride both frantic and exhilarating. 
. , ) 
Bl., .jmin Britten 
Four Sea Interludes, from Peter Grimes, Op. 33a 
"For most of my life I have lived closely in touch with the sea." These 
words, written by Benjamin Britten in 1945, attest to the composer' s deep affinity 
with the subject on which his first full-length opera would be based; in Peter 
Grimes, the work that would almost single-handedly resurrect English opera from its 
three-hundred year slumber, the sea acts as the central character. Though the action 
of the opera deals primarily with the tragic tale of the luckless pariah Grimes, the 
sea blankets the story-persisting at every moment and fulfilling Britten's desire to 
express his "awareness of the perpetual struggle of men and women whose 
livelihood depends on the sea." 
The story of Peter Grimes is extracted from "The Borough," written by the 
English poet George Crabbe (1755-1832), whom Britten first encountered in the 
summer while in California as a conscientious objector to World War II. Crabbe, 
whom critics have referred to as a quintessentially British poet, stoked Britten's 
nostalgia for his distant home, and the composer quickly began to ponder an 
operatic scenario based on "The Borough." In April of 1942, after receiving a 
commission from Serge Koussevitsky of the Boston Symphony Orchestra, Britten 
enlisted Montagu Slater to construct a libretto that would bring his scenario to 
fruition. 
The libretto for Peter Grimes focuses on the character of a cantankerous 
fisherman, who in the original poem is only one character in a larger narrative 
focuses more broadly on the dynamic of an entire seafaring community on the 
eastern coast of England. In Crabbe's text, Grimes is an outright villain: abusive, 
murderous, and asocial. It is significant that Britten and Slater felt compelled to 
alter his character in their adaptation, rendering Grimes a more sympathetic victim 
of a society that has left him an outcast (a transformation that some commentators 
have linked to Britten' s own feelings of marginalization as a homosexual, or as an 
objector to World War II). 
The plot of Peter Grimes is fueled by the title character's simultaneous 
resentment of the community and his painful desire for acceptance, which he plans 
'to achieve by gaining wealth, and thereby bourgeois respectability. Yet Grimes-
incapable of understanding the basics of humanity and social interaction-
systematically alienates those who endeavor to assist him, compounding the woes 
brought on by the death of his two young apprentices, which, although accidental, 
were caused in part by his abusive nature and unforgiving ambition. Pursued by , 
members of the town who blame him for the boys' deaths and generally fear his 
dangerous nature, he is compelled by the hopelessness of his low social standing and 
intractable temperament to believe that his best option is to drown himself. 
Again, throughout the opera, the sea plays an integral role. It is the sea that 
is Grimes's putative mechanism of social ascension, the sea that kills his two 
apprentices, and the sea that ultimately carries him to his death. The audience is 
returned to contemplation of the ocean during the course of the opera by six short 
interludes that evoke the seaside community, four of which were extracted by 
Britten to form their own concert piece. Compact and formally simple, the marine 
qualities of the music are quite transparent, with triplet-laden melodies and rising 
and falling melodic figurations depicting the roll of the waves. When taken in their 
original context, the dramatic import of the interludes is considerable; taken 01 ~ 
that context, Britten's brief oceanic tour does not fail to display his mastery of ., _. ,Cl 
orchestral imagery. 
"Dawn"-serving as a prelude to Act One, after the prologue in which 
Grimes is accused of the murder of his first apprentice-sees a more gentle rippling 
of the waters to begin the day, with the flourishes of the clarinets, harp, and strings. 
The fust interlude opens with an unaccompanied, pensive melody in the flutes and 
violins; this plaintive calm of the morning is soon broken by a chorale in the brass 
and low strings, the texture of which is suggestive of both the ocean's majestic depth 
and of the sun struggling to pierce the horizon. "Sunday Morning" accompanies the 
town's gathering for church, with the tolling of morning bells set against a moto 
perpetuo scurrying of the community, and again the occasional rolling of the sea. 
"Moonlight" bathes us in halting, yet tender, syncopated gestures in the strings, 
which are so suggestive of the lapping of water against the beach that they may 
render the more attentive listener seasick. The serenity of the interlude belies the 
violent scene that proceeds it in the opera, in which Grimes abuses his ward and 
indirectly causes the boy to tumble down the sea cliff to his death. "Stonn," 
apn~aring second among the interludes in the chronology of the opera but placed 
I< re in the interest of climax, is replete with howling winds and rolling waves, 
created not only by melodic gestures but dynamic effects as well. During the course 
of the violent movement, there are several moments of more serene repose breaking 
through the stonn, offering contrast and perspective. 
Johannes Brahms 
Symphony No. 1 in C Minor, Op. 68 
. Young Johannes Brahms must have acutely felt the pressure of high 
expectations. The figure of Robert Schumann in particular loomed as a father with 
high hopes; when Brahms was only twenty, Schumann lauded him as a "new musical 
force ... called to articulate in an ideal way the highest expression of the time [who 
, would] lower his magic wand where the powers of the masses in the choir and 
, orchestra can lend him their strength." Schumann was not only a composer but also 
a critic, who had spent much time contemplating what it meant to compose a 
• symphony in the wake of the formidable Beethoven. Early on in his compositional 
career, Brahms was writing impressive piano and chamber music-so advanced that 
Schumann reported to have heard "veiled symphonies" in Brahms's piano sonatas-
and it was not umeasonable to assume that Brahms would soon write his first 
symphony. Sensing the shadow of Beethoven, hearing Schumann's expectant 
pronouncements, and recognizing the importance of publishing a symphony: all this 
was enough to make Brahms understandably anxious. He made several early 
attempts (one of which was converted into his D minor piano concerto) but none 
were deemed worthy enough by Brahms to qualify as his first symphony. The world 
would have to wait until 1876, when Brahms was forty-three years old, to hear his 
first public offering in the geme. 
The genesis of the work that would become Op. 68 has been definitively 
n J as far back as June of 1862, when Brahms showed a copy of the opening 
A .. -l;ro to his friend Albert Dietrich. Some have suggested that the impetus for the 
work can be traced back even farther: its tragic tone perhaps rooted in 1853 when 
Brahms was troubled by Schumann's suicide attempt, or to 1860 when Brahms was 
embroiled in turmoil over differences with the New German School (Liszt, Wagner, 
and Berlioz, as delineated by the critic Franz Brendel), against whom Brahms, his 
violinist friend Joseph Joachim, and several others had conspired to publish a 
manifesto. The formal traditionalism ofBrahms's symphonies would stand in 
opposition to the programmatic trends stemming from Liszt in particular. 
Whatever the circumstances of the symphony's germination, Brahms 
resumed serious work on the piece around 187 4. David Brodbeck has suggested, in 
his invaluable guide to the symphony, that many factors conspired to reinvigorate 
Brahms' symphonic effort: constant prodding from his publisher Simrock; the 
completion of his string quartets in C minor and A minor during 1872 reconciled 
him with another towering achievement of Beethoven, lending him confidence to 
tackle the symphonic legacy; the recent completion of an orchestral version of his 
masterful Variations on a Theme by Haydn had perhaps put him in a symphonic 
mood; and his work as the director of the Gesellschaft der Musikfreunde in Vienna 
in 1872 had caused, in his own words, "symphonic matters to run through my head." 
Symphony No. 1 in C minor was finally premiered on November 4, 1876, in 
Karlsruhe, with Brahms's continuing anxiety about the appearance of his first 
symphony perhaps reflected in his desire to "hear the thing first in a small city." 
Subsequent performances in Munich and Mannheim soon followed, and the we. 
was published after some minor revision in October of 1877. 
The appearance of the symphony was much heralded-the critic Eduard 
Hanslick wrote, "Seldom, if ever, has the entire musical world awaited a composer's 
first symphony with such tense anticipation"-but the work itself met with generally 
mixed reviews, suffering from criticisms tainted with New German School ideology 
and the inevitable comparisons with Beethoven. It was the Wagnerian apostate 
Hans von BUiow, a fan of the symphony, who endowed the work with its famous 
sobriquet as "Beethoven's Tenth." The foundations of the comparison are clear: the 
narrative progression of the symphony from C minor to C major is modeled on 
Beethoven's Fifth Symphony, and the first theme of the finale has always been noted 
for its resemblance to Beethoven's "An die Freude" melody. Wagner, unable to 
endure comparisons between Brahms and Beethoven (one of his idols), decried the 
work as chamber music writ large, i.e ., too formalistic and elitist. More criticism 
came in the form of friendly fire : Hanslick, though a supporter, felt the music too' 
"serious and complex,'' and lacking "sensuous beauty;" Clara Schumann, when 
viewing an earlier version of the work, extolled the work's "craftsmanship" but 
lamented its lack of"melodic warmth." These perceptions dogged the symphony, 
which received a lukewarm reception in Vienna, and even mostly positive reviewers 
paused to note Brahms's heaviness, cerebral style, or general inaccessibility to the 
non-connoisseur. Brahms himself, aw~re of his work's imposing nature, wrote in 
1876, "My symphony is long and not exactly charming." Although the 20th century 
concert hall is characterized by an abiding love for the music of Brahms, the 
historically minded listener may wish to try to discern the origins of these early 
criticisms. 
The slow introduction to the Allegro is serious and brooding, its weigr· 
ensured in part by the timpani's methodical pounding. After the heaviness oft 
introduction dwindles, softened by a tender oboe solo, the Allegro arrives, bringing 
with it a few motives familiar from the introduction, which together with several 
new motives, make a patchwork first theme. Again the oboe signals the moment of 
relief from the tragic tone, ushering in the second theme, which is then taken up by 
the clarinet and horn. The themes of the opening Allegro are hard to localize at 
times, constructed from overlapping melodies and brief motives. The presence of 
Beethoven is strongly felt in this movement, as the four-note "fate" motive of the 
Fifth Symphony is frequently recalled, most noticeably in the timpani during the 
coda as the music ominously dies away. 
The opening of the Andante oscillates freely between hope and soft 
despair, the tragic tone still lingering from the first movement. As the movement 
progresses and the orchestration becomes fuller, the contrast becomes more 
pronounced. Pulsing gestures accompany the lyrical melodies, giving the music 
momentum. A highlight of the movement occurs when a solo violin, entwined with 
the oboe, provides an exhilarating timbral change, affirming that which has passed 
before with individualistic charm. 
The Allegretto begins with two phrases of irregular length (five bars) in the 
clarinet, which are repeated shortly thereafter by the violins, this time surprisingly 
stretched to a different irregular length (seven bars). The third movement conforms 
t0 ;ts usual role in larger symphonic form as a sort of Scherzo, as Brahms' s 
unds the listener's expectations of when phrases should end with a facile 
legerdemain. The music undergoes a gradual transformation into a more pastoral 
quality, characterized by lyrical folk-like figures in the winds. The opening clarinet 
melody returns, heralded by a brass fanfare that recalls the third movement of 
Beethoven's Fifth, and the movement ends as its various melodies are gradually 
subdued, in preparation for the despondent opening of the final movement. 
The introductory Adagio to the last movement progresses from a tone that 
encapsulates the urgent tragedy of the first movement- the heavy rolls of the 
timpani, the frantic pizzicato of the strings, the dark timbre of the orchestra- to one 
of triumph, signaled by the arrival of a noble horn line rising majestically out of the 
orchestra, resting on a bed of shimmering violins. After this melody is repeated by 
the flute, a chorale in the brass follows, indicating the strength of a newly restored 
faith. The horn line returns in full force, leading into the newly joyful music of the 
, Allegro. 
Now free of the grief that had gripped the first movement, the Allegro 
proceeds with a stately hymn in the strings. Hints of sorrow return at moments, but 
are quickly dispelled; this occurs most powerfully with the surprising return of the 
noble horn melody to vanquish a dreadful timpani roll, the culmination of resurgent 
terror in the orchestra. Towards the end of the piece, the chorale from the 
introduction also returns, bolder than it was before. It is significant that the horn 
tune and chorale, although technically part of the Allegro's formal structure, return 
later in the movement to reiterate the work's triumphant character, reminding us of 
what has been overcome. The strong religiosity in the music- felt not only in the 
prominent narrative function of the chorale and the hymn that opens the Allegro, but 
in the enormous plagal (church) cadence that ends the work- colors this sense of 
, _ _. · ph with a resolute spirituality. After quashing the final threat of terror from a 
n line in the orchestra and the thundering timpani, the work comes to a 
victorious close. 
-Michael Nock 
MEET THE CONDUCTOR 
David Hoose is Director of Orchestral Activities at the Boston University 
School of Music and is music director of three distinguished organizations: the 
Cantata Singers & Ensemble and Collage New Music (both of Boston), and the 
Tallahassee Symphony Orchestra. He has appeared as guest conductor of the Saint 
Louis Symphony Orchestra, Singapore Symphony Orchestra, Utah Symphony 
Orchestra, Korean Broadcasting System Symphony Orchestra (KBS), Orchestra 
Regionale Toscana (Italy), Boston Symphony Chamber Players, Handel & Haydn 
Society, and the June Opera Festival of New Jersey. Mr. Hoose has conducted the 
American-Soviet Festival Orchestra, Emmanuel Chamber Orchestra, Pro Arte 
Chamber Orchestra, Back Bay Chorale, Chorus Pro Musica, Quad City Symphony, 
Ann Arbor Symphony, and Cayuga Chamber Orchestra, as well as at the New 
Hampshire, Warebrook, and Tanglewood Music Festivals. He has also been a guest 
conductor at the Eastman School of Music, the Shepherd School of Music at Ric 
University, the University of Southern California School of Music, and the New 
England Conservatory. 
Mr. Hoose has been a recipient of the ASCAP Chorus America Award for 
Adventuresome Programming (with the Cantata Singers & Ensemble), has been 
recognized as Musician of the Year by the Boston Globe, and received, as a member 
of the Emmanuel Wind Quintet, the Walter Naumburg Award for Chamber Music. 
As a conducting fellowship student at the Tanglewood Music Center, he was 
recipient of the Dmitri Mitropoulos Award. Mr. Hoose's recordings appear on the 
Koch, Nonesuch, Delos, CRI, GunMar, and New World labels. 
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Malcohn Lowe violin 
William Lumpkin opera 
Richard Mackey horn 
Marya Martin flute 
Thomas Martin clari11et 
David Martins wind ensemble 
Dana Mazurkevich violin 
Yuri Mazurkevich violin 
Joy Mcintyre voice 
Richard Menaul horn 
Robert Merfeld collaborative piano 
Marjorie Merryman theory & comp. 
Horia Mihail piano 
llcuko Mizuno violi11 
Michael Monaghan saxophone 
John Muratore guitar 
George Neikrug cello 
Craig Nordstrom clarinet 
James Orleans string bass 
Susan Orrnont voice 
Anthony Palmer music education 
Konstantinos Papadakis piano 
Chris Parks music educatio11 
Leslie Pamas cello 
Christien Polos voice 
Richard Ranti bassoon 
Michael Reynolds cello 
Alice Robbins viola da gamba 
Thomas Rolfs trumpet 
Matthew Ruggiero bassoon 
Eric Ruske horn 
Tetyana Ryabchikova theory & comp. 
Chester Schmitz tuba 
Arny Schneider voice 
Todd Seeber string bass 
Elizabeth Seitz musicology 
William Sharp voice 
Robert Sheena oboe & E11glish horn 
Joel Sheveloff musicology 
Ethan Sloane clarinet 
Cluistian Smith voice 
Craig Smith choral co11ducting 
James Sommerville horn 
David Sayer cello 
John Stovall stri11g bass 
Tison Street theory & comp. 
Richard Svoboda bassoon 
Linda Tooteflute 
Roman Totenberg violi11 
John Tyson recorder 
Lisa Urkevich musicology 
Charles Villarrubia tuba 
Allison Voth opera 
Jay W adenpfuhl horn 
Gerald Weale theory & comp. 
Steven Weigt theory & comp. 
Lawrence Wolfe string bass 
Douglas Yeo bass trombo11e 
Jeremy Yudkin musicology 
Michael Zaretsky viola 
Peter Zazofsky violin 
Jacques Zoon flute 
Administration 
Jeffrey Babcock 
Dean 
Walt Meissner 
Associate Dean 
Roger Meeker 
Co-Director, ad i11terim, 
School of11ieatre Arts 
Eve Muson 
Co-Director, ad interim, 
School of Theatre Arts 
Alston Purvis 
Director, ad interim, 
School of Visual Aris 
Patricia Mitro 
Assistant Dean, 
E11rollnrent Services 
Karla Cinquanta 
Alumni Officer 
Advisory Board 
Jason Alexander 
Saul B. Cohen 
Edwin G. Fischer 
Judith M. Flynn 
Nancy Reis Joaquim 
Esther B. Kahn 
Michael Melody 
Stephen M. Mindich 
Ronald Sampson 
Anne-Marie Soulliere 
Ralph Verni 
Ge11eral Information 
Public Relations Office 
Development Office 
Alumni Relations Office 
SFA Events Information 
(617) 353-3350 
(617) 353-3345 
(617) 353-3345 
(617) 353-3345 
(617) 353-3349 
